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Smash Hits was one of the five Jimi Hendrix lp's released while Jimi was alive. e were Are You Experienced?, Axis: Bold as Love, and 


Electric Ladyland — all on Track in England and Reprise in the US. And then there was Band of Gypsys, recorded live at the Fillmore East, 


New York, on New Year's Eve, 1970, a “contractual obligation” record done for Capitol to fulfill the terms of a lawsuit. Smash Hits and 
Experienced? have the common dubious distinction of being the only Hendrix lp's on which the US label saw fit to change the song 


selection. Hendrix was an Ip artist to American fans, whereas English fans, who knew him first, knew him from the singles that began to 


be released in the UK as early as December, 1966 (“Hey Joe” /”Stone Free”). The Reprise people saw fit to remove “Red House,” “Can You 


See Me?” and “Remember” from the US version, replacing them with songs that were hit singles to English fans: ““Purple Haze,” “Hey, 


Joe,” and “The Wind Cries Ma 


The English version of Smash Hits, released by Track in April, 1968, was more of a “hits” compilation, consisting as it did of songs 
which had made it to the higher reaches of the English charts. In England, some of these songs had not appeared on the Experienced? 1р, 
but were known to the fans as singles. The track list for Smash Hits in England went like this: “Purple Haze,” “The Wind Cries Mary,’ 
“Can You See Me?” “51st Anniversary,” “ Hey, Joe,” “Stone Free,” “The Stars That Played With Laughing Sam's Dice,” “Manic 
Depression,” “Highway Chile,” “The Burning of the Midnight Lamp,” and “Foxey Lady.” 


The Reprise version was released almost a year later, and remained on the Billboard charts for 17 weeks, reaching its highest position on 
that chart, #6, on August 8, 1969. It was on the Top Ten chart during the week of the Woodstock Festival. These statistics were compiled 
by my discographical collaborator on this tome, historian Michael Fairchild, who also notes ironically that “an interesting aspect of the 
Smash Hits album is that none of the songs were ‘Smash Hits’ in the US. The highest position reached here by any of the singles was #20 
for ‘All Along the Watchtower’ (Billboard, September 28, 1968, on the charts for eight weeks). In the UK, ‘Hey Joe’ reached #4, ‘Purple 
Haze’ reached #3, and ‘The Wind Cries Mary’ reached #6.” Some of the other cuts were apparently designated “smash” because they 
were on the flip sides of chart-toppers, or perhaps because somebody at the record company was 
smashed enough to decide they would round out the collection. Fairchild notes further, quoting a 
writer for the British Kerrang magazine, that the Reprise version “was of a slightly superior 
quality than the Track, including a version of ‘Can You See Me?’ with lyrics different to the Track 
version, plus a totally different— many say better—version of ‘Red House’ with reverb and echo 


on the guitar and a generally more fluid approach to the soloing.” 


The US version gave fans and collectors four tunes they wouldn’t otherwise have on US releases: 


” 


a studio “Red House,” “Stone Free,” “Can You See Me?” and “Remember.” However, it did not 
have “51st Anniversary,” “Laughing Sam's Dice,” “Highway Chile,” and “Midnight Lamp.” The 
track list of the US version goes like this: “Purple Haze,” “Fire,” “The Wind Cries Mary,” “Can 


You See Me?” “Hey Joe,” “All Along the Watchtower,” “Stone Free,” “Crosstown Traffic,” “Manic 


wou 


Depression,” “Remember,” “Red House,” and “Foxey Lady.” Some cassette versions of Smash 


Hits have sides one and two reversed. 


Recently, Hendrix Estate producer Alan Douglas, in conjunction with Reprise, has put out a new 
version of the Smash Hits compilation, using the best masters from the US version and adding 


D 


two songs from the UK one, “51st Anniversary” and “Highway Chile.” The cuts on this new 
collection have been remastered and treated with all the kid-glove care that the wonders of 
modern digital recording can afford them. As such, the newest version of Smash Hits constitutes a 
new addition to the Hendrix oeuvre, a revisionist tribute to the more rousing efforts of a true 
genius of the guitar. The collection is one of movers and shakers, numbers that astonished 
listeners the first time they were heard. As a collection, it hovers in the realm of the physical more 


than the metaphysical—except for the otherwordly rendition of Dylan's “All Along the 


Watchtower,” which can be seen as both rousing and transcendent. 


The songs are not—like those on Axis and Ladyland—experimental or totally out surrealistic tone 
poems of sound, or studio-obsessed manipulations of tape and technology. But there is plenty of 
guitar double-tracking, phasing, fuzz, and flange, tricks which were used by Hendrix and his 
engineers to heighten the musical impact in a way that had never been done before the initial 
release of these recordings. They rock with thunder today as they did then. That's why they will 
always be classics of modern music. Listen to them with the respect that is their due—you are in 


the presence of greatness. 


—Noé “the G” Goldwasser 


Hendrix Library Editor 
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PURPLE 
HAZE 


imi was in his dressing room at London's Upper Cut Club having a 
brainflash inspiration of whimsy when he wrote a long poem on a notepad. 
It was early 1967, and Jimi was being called the “wild man of pop” by the 
English press. The Upper Cut date was one of a series of club gigs wherein 


Jimi was blowing the minds of the English pop aristocracy. 


He described the story behind the song to a Swedish journalist: “Well, it's 
about this guy, this girl turned this cat on, you know [laughs], and he 
doesn't know which way he's going, you know, he doesn't know what's 
happening, really. He doesn't know if it's, you know, tomorrow or just the 


end of time for instance, you know?” 


It was the first example of Jimi's use of Roger Mayer’s effects boxes. 
“Purple Haze,” “Fire,” and “The Wind Cries Mary” were recorded at 
Olympic Studios during the week of February 3, 1967, two weeks after Jimi 
met Roger and Roger had shown him his Octavias and fuzzboxes that 
would transform Jimi's guitar sound irrevocably. “All the boxes I made for 
Jimi were called Octavia,” said Roger later, “but they were each optimized 
for different specific sounds. One that was used on ‘Purple Haze,’ for 
instance, gives you an octave above [what you play]. But it's more than 
that...like putting something between two mirrors...it's doubled but it's 
more than doubled, because the doubling goes way out.” The fuzz- 
drenched song was released March 18, 1967, and entered the English charts 
at 439 a week later. It charted as high as +4. 


Purple Haze 


By Jimi Hendrix 


ModerateRock d =112 Ist Verse 
Intro (CH G A 
4 h 


late- ly things. just don’t seem the same. — Act-in’ fun-ny, but I 


don’t know why, — s’cuse me, while I kiss the sky, 


up or down... Am I hap- py or in mis-er—y?___ What 


N.C.(E5) N.C. SA 


4 4 

EAN AAA ET = nn a ау eel EEE AAA чє: ү 
Qa SS Sas Ey ES) E bias 

(ein ` ` ` keen RO [>] = 

on See A ES 


ev-eritis that girl puta spellon me. Help me! 
*B *D 
ent = =< 
- + =. zz = 
Help me! Ол E no! ah! Yeah! 


Copyright © 1967 by BELLA GODIVA MUSIC, INC. 
All Rights Controlled and Administered by Don Williams Music Group Inc. 
All Rights Reserved International Copyright Secured 


3rd Verse 


E789 
# G E7#9 
a 
ze = 23 ==235= 
Purple Haze all in my ees, uh, don’t know if is 
E7#9 
day or night. You got me blow- in’ blow-in’my mind, — is it 
N.C.(E5) *A(sus2) 


E = 


to - mor- row, end of time? _ 


=B =D (D#) E7#9 N.C.(F #5) (D5) 


help me, ahh, yeah en. Puts (Spoken) Oh, no, — 


(E7#9) (F#5) (D5) (E7#9) 


= AU = oh, . help me, tell me ba—by tell me ! I 
Pur—ple Haze. 
(F#5) (D5) (E7#9) (F#5) (D5) 
5 ГУ 
can't go on like this. you're makin’ me blow my mind. ma—ma. 
(E7#9) 
(E7# 9) (F#5) (DS) Begin fade 
122285285528 

no, no. no. no, it’s pain____ ful ba-by. 
(F#5) (D5) (E7#9) (F#5) (D5) Fade out 


е m m A 


Pur — ple Haze. 


his was among the initial flurry of songs that Jimi worked vut with Eddie 
Kramer at Olympic Studios for the first album, Are You Experienced? but it 
was in live performance that the song truly showed its spark, literally. The 
Experience had a very important gig at Finsbury Park on March 31, 1967, 
opening for such teenybopper-approved acts as The Walker Brothers, Cat 


Stevens, and Englebert Humperdinck. Up until then, Jimi's wild antics were 


typified by a lot of jumping around onstage and tricks like playing the guitar 
with his teeth. For “Fire,” the set-closer whose lyrics implored an imaginary 
young girl to let Jimi get warmed by her sexual heat, it was suggested by 
journalist Keith Altham and heartily endorsed by manager Chas Chandler 
that Jimi jazz up the act by actually lighting the guitar on fire. 


At the end of the song, where Jimi says, “I have only one itching desire/ Let 
me stand next to your fire,” Jimi went into action. As David Henderson 
described it in his important biography, ‘Scuse Me While I Kiss the Sky, “Jimi 
soloed on the upbeat tag-out that stretched on until he got the lighter fluid 
out. He almost blew it. Jimi went down on his back to pour the lighter fluid 
over the guitar. Lighting the matches seemed to take forever. Finally he got a 
light. Rolling over and hovering over his guitar he applied the match to the 
lighter fluid and immediately flames leaped, twelve feet high. He rocked 
back on his haunches and then over on his back, clutching his hands. People 
on both sides of the stage went berserk. To many in the audience it seemed as 
if Jimi Hendrix had self-immolated his body, like the Buddhists were doing, 
in Vietnam—burning themselves in public. There was awe, freaky terror, and 
delight in the crowd as Jimi bounded up and disappeared backstage. The 


ovation was shattering. They howled in shock.” 
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By Jimi Hendrix 


Al- right! __ Now dig this, ba-by! You don’t 


Ist Verse 
N.C.(D) 


care for me, I don’t-a care a-bout_ that, you got a new fool, 


like it like _ that. I have on - ly one-a burn-in’ de-sire, 


D(add9) C(add9) 


let me stand__ next to your fire! __ Hey! 
Let me stand__ next to your 


D(add9) C(add9) 


Let me stand __ next to your fire! Whoa,__ let me stand, 

fire! Let me stand __ next to your fire! —— 

D(add9) C(add9) D(add9) C(add9) 
45 ES I y E al - 
mr po ie Er жог os = sy u e AP === 
e HE == eee SS 

ba — by! Let me ШИГ Yan ba = by 
Let me stand. next to your fire! Let me stand next to your fire! ___ 
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Lis-ten here, ba- by, an’ stop act—in’ so cra-zy. You say your 


ee 
z 2 
GA | A | 
roce E ee) 
[7 Ж x 


I have on — ly one-a itch- in’ de-sire, (spoken) let me stand next to your fire! 


E. 
a (add9) D(add9) C(add9) 
a 


E е AN 
A 


(Mss sta!) Yeah) let me stand, — ba — by! 
Let me stand. next to your tr Let me stand _ next to your 


D(add9) C(add9) 


Let me stand! ___ On let me stand! — 


fire! Let me stand next to your fire! ___ 
Bridge 
D(add) C(add9) D 
A 
SC Ow! Ah, move о = ver, 
Шеге stand next to your fire! 
C(add9) 
к= = | 
aa 
= ROV— cr. and let Jim intake o~ ver! Yeah, you know what I’m 
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Get on with it ba-— by! 


Yeah!__ 


talk(in”) a — bout! 


Guitar Solo 


Now, dig this! 


That’s what I’m talk(in’) a— bout, 


(spoken) 


You try to 


Now lis-ten, ba-by! 


3rd Verse 
N.C.(D) 


babe, 


save it, 


you bet-ter 


give me your mon-ey, 


let me stand next to your 


I have on- ly one-a burn-in’ de- sire, 


Chorus 


C(add9) 


D(add9) 


Ow! 


ha! 


fire, 


next to your fire! 


stand 


Let me 
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D(add9) = C(add9) EN D(add9) C(add9) 


agr Oh, let me stand, ba — by! 
Let me stand _ next to your fire! — Let me stand _ next to your 
D(add9) C(add9) +=. 


= 
I ain't gon-na do you no harm.___ Ow! 
Fire! __ Let me stand.  nextto your fire! 


I ain't gon-na hurt ya, ba—by! Ah, I ain’t talk with your ol’ lad-y. 


(E) E 
Beete 
Ow! Ah, — yes, this is Jim - i talk-in’ to you! 
(D) 
PEE EE 
Yeah _ ba- by! 
сз | l 3 Fade out 


mn 


Do, do, do, do, o! 
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Let ET TETEA 


THE WIND 
CRIES MARY 


he Wind Cries Mary” was released in May, 1967 as a single, and went as 
high as #6 on the Melody Maker chart on June 3, 1967. Interestingly, that 


was a day after the release of the Beatles” Sgt. Pepper, which went straight 
to the top of the MM chart. The next week, Jimi went to the States and 
played Monterey. So that was the vibe at the time of this song's release. 
Sgt. Pepper, peace and love. With its very Dylanesque lyrics—“A broom is 
drearily sweeping up the broken pieces of yesterday's life. Somewhere a 
queen is weeping. Somewhere a king has no wife”—“Wind” was totally 


appropriate at the time. 


Mitch Mitchell told Guitar World in 1985: “Keep in mind that a lot of the 
stuff was composed in the studio, or Jimi had a rough idea, or Jimi had a 
demo. For instance, ‘The Wind Cries Mary’ was cut on a Wednesday in 
Kingsway Studios, it was done as a demo. We had two goes at it, it was 
rough and ragged, so we went back and did it on Friday, and it was 


technically more proficient but it didn't have the feeling.” 


Chas Chandler told International Musician in 1980: “The tape operator at 
Olympic at that time was George Chkiantz...he was really into thinking up 
new sounds. Roger Mayer and George would sit huddled up thinking up 
ideas about sounds and how you could misuse the equipment....When we 
did “The Wind Cries Mary,' Jimi had the idea for the song the night before, 
when we were in to do ‘Purple Haze.’ I think we were recording at the end 
of the day, and we found we had about 20 minutes left....1 said, Just make a 
demo of it for the next time we come in.’ We ended up recording that song 
in those 20 minutes, and there's five overdubbed guitars on that—and he'd 


never even played the song before!” 


A en A nn 


~ 
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The Wind Cries Mary 


Words and Music by Jimi Hendrix 


1st Verse 
Intro C(add9) Bb F C Bb/D 
Ri 
жы 
Af- ter all the jacks_ are in their box — es, and the clowns have all gone to 
F С Bb 


r mn 

4 hen kb DA 
A EE e o HE E 
aes = 
NY, Ae) 


you can hear hap-pi- ness staggerin”_ on down the street, _ 


G Bb Eb5 E5 F5 G Bb 


foot— prints dressed in regis and the wind 


2nd Verse 
Eb 5 ES F5 Eb/ GE/ Gf F/A € Bb/D 


== 
E 
os 


к= ee 


Mar — y. A broomis drear-i- ly___ sweep-ing. 


Some — where. a queen __ is weep — ing, some-where__ a king has no 
Eb Е5 F5 G Bb Eb5 ES F5 Eb / G E/ G#F/ A 
== E E FER =p 
N vn 
wife. and the wind,__ it cricke= Mar- y. 
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Guitar Solo 3rd Verse 


bt С Bb/D 
The traf- fic lights, they tum, uh, blue to - 
F © Bb/D F 
E iS oan 
Sat ESSE 

mor- row, _ and shine their emp-ti- ness down. on my bed. — The ti-ny 
С Bb F G Bb ss 

=> эз =-_ 
is— land _ sags down stream. — "cause the life that lived _ is, is dead._ 
Eb5 ES F5 G Bb Eb5 ES F5 


= ver And the wind _ screams Mar - y. 
Eb/G E/ Gł} F/A С i Bb/D F 


— it has blown__ in the Ze And en this crutch, ` it’s old age and it’s 
Bb E55 ESTES 
=a 
6 Im: ESSES EE 
wis— о it whis— pers, "No, — this will be the last. a And the 
G Bb Eb5 E5 FS Eb/G E/G# F/A 


wind cries Mar y. 
Outro 
| Eb5 ES F5 Eb5/G E/G# F/A Eb5 E5 F/A 
Eb/G E/G# F/A Eb5 ES F5 


6: — FB MN 
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CAN YOU 
SEE ME? 


his song appears on the English (Track) version of Are You Experienced? but 


not the American (Reprise) one. The song was never released as a single, 


but it was a staple of Hendrix” early club dates, where he would take the 
opportunity of an elaborate solo in the middle bridge section. A version of 
it was recorded at a concert at the Flamingo Club in London on February 4, 
1967, says Hendrix historian Michael Fairchild. The r&b boogie shuffle 
structure of the song lent itself to that kind of improvisation, and it shared 
that structure with songs by other sixties psychedelic-era groups like 
Cream and some other shuffles by Hendrix. The same riff turns up in Jimi's 
version of “Rock Me Baby.” This is not to say that Jimi plagiarized himself, 
but rather, like all true artists, he established a signature for that type of 
song and kept returning to it for the rest of his career. In the world of art, 
the comparison holds up well when you analyze the work of Pablo Picasso. 
Certain ways of approaching a line or a curve or a color can be seen 
throughout his very prolific career. In the world of rock guitar, Clapton 
comes to mind. Clapton will always get from point А to point Bin a chord 
change via the same step-like series of notes. Is his signature, developed 


when he first began to learn the blues. 


There was a blistering version of “Can You See Me?” at the Monterey Pop 
Festival. You can hear it on Jimi Plays Monterey, the soundtrack recently 
culled from the Alan Douglas/D.A. Pennebaker-produced Hendrix at 
Monterey film. Unfortunately, you won't be able to see Jimi play the tune on 
the film or video version of that production, since the cameramen did not 
catch it. Douglas and Pennebaker wound up using it in the film with a 
sequence of an artist painting a Hendrix mural as the visual. It is used to 


open the film, rather than in the order it was played at Monterey. 


—— gg -m a 
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Can You See Ме? 


By Jimi Hendrix 


blam-ing you on my knee? Wo, 
cry — ing all о — ver town? Yeah, 


yeah. __ Can you see 
babes Can you hear 


Ba — by, please don't leave. All right. 
Cry — ing Cause you put me down? (All right.) 


If you can see me do — ing that you can 
If you can hear me do- ing that you can 


see in the iu ие ol a thou — sand years. 
hear a freight train com-ing from a thou — sand miles. 


E B7 E B7 | 
{ == == 


Can you hear. 


2. Gtr. Solo A7 


GE" к=с=ңр к== 


Сап you hear 
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— 3 — E G E D 
FEED ESFTYrÃ — 


sing — ing this song to you? Oh, you got-ta 
E G E 
G Al 
о — pen up your ears. Can you hear me, ba- by 
| E G E D 
sing — ing this song to you? 


If you can hear me sing you 


I don’t be — lieve you can see me. Wo, 
E E G A7 
Se 
— та — 
- z È = = EE EEE | 
yeah. Can you hear ___ me ba- by? 
E D 
Ee === = === 
I don't be — lieve you can 
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HEY JOE 


ey Joe” dates back to Hendrix’ pre-England days in Greenwich Village, 
when he was soaking up Dylan and the blues and playing in pass-the-hat 
clubs like the Cafe Wha? It was developed by Tim Rose from a folk song in 
the “Frankie and Johnny” mold, but the recording he made of it went 
nowhere...except into the repertoire of local Village groups and that of one 
James Marshall Hendrix. Jimi told Melody Maker in 1967: ““Hey Joe’ is a 
traditional song and it's about 100 years old. Lots of people have done 
different arrangements of it, and Tim Rose was the first to do it slowly. 1 
like it played slowly. There are probably thousands of versions of it fast by 
the Byrds, Standelles, Love, and others.” The Leaves, a Los Angeles band, 
had a local hit with it in 1966. 


When Chas Chandler took Jimi to England, “Hey Joe” was the first song 
they recorded, and the first single released by the new Jimi Hendrix 
Experience on December 16, 1966. They'd recorded a version of the song 
that they were not satisfied with. They then took it to the newly installed 
young engineer at Olympic Studios, Eddie Kramer, who invested it with 
the kind of studio wizardry that the team of Kramer and Hendrix were to 
become famous for in years to come—elaborate overdubbing, deepening of 
the bass and drum sounds, and a totally inventive use of feedback and 


distortion. 


Chandler paid for the sessions out of his own pocket, and took the single to 
Decca, where it was turned down. Track finally released it, to their credit. 
“Hey Joe” entered the English charts on January 11, 1967, at #48. By 
February 4, it made it to 44 in Melody Maker. Legend has it that the song 
was the most-requested number on any of Hendrix gigs, and it's box-office 
status was to haunt the later Hendrix, intent on delivering more poetic, 


surrealistic, and spacy sounds to the masses. 
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Joe uh, where you go- in’ with that 


E G(add9) 


D AS 


_——--————— 


I said, where you goin” with that gun in your hand___ Al — right 
CS G(add9) D —3— A(add9) 3 E 


Em go-in’ down to shoot my old la— dy, you know I caught her mess-in’ round with an— oth_ er man 


Yeah! Pm goin’ down to shoot my old lady, you know I caught her mess-in round with an— 
2nd Verse 


oth-er man. 


Uh, hey Jo, I heard you shot your old 
E 3 3 
PAE ESSES 
Ia — dy down, __ you shot her down in the ground. __ Yeah! __ 
E _G(add9) D5 A 
3 
des [dido OO: е you know I caught her mess-in’ round 


ss ===: 


. a 3 
mess-ın round town. Uh, yes I did, shot her, 
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3 5 
you know I caught my old la-dy mess — in’ round town. And I gave her the 


Guitar Solo C G(add9) D 


gun, I shot shot her! __ Al - right! 


Shoot her one more time a — gain, ba-by! Yeah! 
E 
с ES SE OTTIÃ 
Ah, dig it! Ah! Ah! 


3rd Verse С eG D A 


Joe, said now, uh, where you gon- na run 


G(add9) 


where you gon-na run _ to now, . where you, where you gon-na go? Well, dig it! 


ai E 
to Mex-i-co__ way! — 


=; i 
Al = right! _—_ Um go-in' way down south. — way— down. where 1__ 


C G(add9) 


A E 
= === 

kt a Me 
= can be free! Ain't no-one __ gon—na find me babe! Ain't no hang - man gon—na, 


| E 
he ain't gon—na put a горе a-round me! You bet-ter be love __ it right _ 
Fee 
Ten Se == 
Y EEE =========== 
e 
now! — I got-ta go. now! Hey, —— hey: hey — Joe, 
F ss = ESSE Y = 
Le gp — TE a bagi \ 
you bet-ter run — on _ down! Good — bye ev —’ry—bod-y, Ow! 


Hey, — hey_ Joe, — what'd I say, run on. down! 


ALL ALONG 
THE 


WATCHTOWER 


imi put a lot of obvious love and mystery into his rendition of this Dylan 
song. “I felt like ‘Watchtower’ was something I had written but could never 
get together,” he told NME in March, 1969. “I often feel like that about 


Dylan. Every time I perform his ‘Like a Rolling Stone’ it makes me feel so 


good—as though I had taken something off my mind....The singles are for 
the little kids.” 


Dylan felt the same way about Hendrix’ appreciation. He wrote in the liner 
notes to his 1985 Biograph collection: “I liked Jimi's record of this and ever 
since he died I’ve been doing it that way. Funny, though, his way of doing 
it and my way weren't that dissimilar. I mean, the meaning of the song 
doesn't change like when some artists do other artists’ songs. Strange, 
though, how when I sing it I always feel like it’s a tribute to him in some 
kind of way....The last time I saw him was a couple of months before he 
died. He was in that band with Buddy Miles. It was an eerie scene. He was 
slouched down in the back of a limousine. I was riding by on a bicycle. I 
remember saying something about that song, “The Wind Cries Mary,’ it was 
a long way from playing behind John Hammond. That was my favorite 
song of his—that and ‘Dolly Dagger’....] don’t know, it was strange, both of 
us were a little lost for words. He’d gone through like a fireball without 
knowing it. I'd done the same thing, like being shot out of a cannon....l was 
thinking about him the other night—I really miss him a lot, him and 
Lennon....'All Along the Watchtower,’ it probably came to me during a 


thunder and lightning storm. I’m sure it did.” 


The song was released as a single in England, on Track, October 18,1968. 
The English single was backed with “Long Hot Summer Night.” The US 
version, with “Burning of the Midnight Lamp,” reached #20 on the US 
chart, and charted on Billboard for eight weeks. It was, of course, included 


on Jimi’s masterpiece, Electric Ladyland. 
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All Along The Watchtower 


Words and Music by Bob Dylan 


Verse 


PES 


There must be SC kind a 


the thief — — 
C#m B A B C#m B A 


said the jo— ker to 


(na) I cant get no re- lief. 


There's too much con- fu- sion 


(uh) None _ will lev-el on _ 


plow men dig my earth 


the vine____ (uh) no-bod-y of it is worth. _ Hey, > Hey 
Guitar solo 8 Verse C#m B A B A 


No rea-son to get ex- cit aal (uh) (heh) 


the thief he kind -ly spoke. —— There are ma- ny here a— mong us 


GSE SS ACESS E SS] 


who feel that life. is buta joke.__ But uh but you and I we've been 


Se 


through that (but ah) and this is not our fate. 
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C#m Be e © 
So let us not ш false E ly now the ho-ur’s get-tin’ — late. _ 
a (indefinite pitch) 


Ah, hey. CS. W = 
d ° C#m B_ A B C#m 
All a — long. the watch — tow-er prin-ces kept the view. 


— ie While all the wo-men came . and went (ta) 


eet ser-vants too. (аһ) Well ah oh out — side in the cold 


and the wind be — gan to howl 


Hey! Ah All a—long the watch-tow- 
AOS SS 
er (inaudible). Є_ Have you 
C#m Gt A/CH B/D# C#m Gt 


ev — er (inaudible) way out here yeah _ yeah 
A/C& B/D# C#m Gt A Єў 
E ESSE SS 
q Ah! 
C#m GE Z m B6 A fade out 
pie = =. EE] 
— all а — long. the watch- tow - 
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STONE FREE 


his song was released as the flip side of Jimi's first single, “Hey Joe,” on 
December 16, 1966, also the air date of The Experience's first tv show, an 
appearance on the seminal British rock ’n’ roll show, Ready, Steady, Go with 
The Troggs (who did “Wild Thing”), The Merceys, and future Yardbird 
Keith Relf. The band viewed the broadcast on a tv set in manager Chas 
Chandler's apartment, before their gig at Chistlehurst Caves, actual caves 
in Kent where rock concerts were held at the time, which happened to be 
where Jimi first sat down to chat with electronic wizard Roger Mayer. It 
was there that Roger brought his experimental Octavias and other 
electronic effects boxes that Jimi used later (more on this in the introduction 


to “Purple Haze,” above). 


The intro has the psychedelic whammied-out raga sound of weirded-out 
Hendrix, but immediately after comes the cowbell-paced rézb riff that 
many of Jimi's early compositions were built on. Just as Jimi alternates 
between two chords a whole step apart in the riff, he also alternates 
between the classic r&b sound and the cosmic shuffle. This is Jimi's 
essence: clambering from his blues and r&b roots into the stratosphere, 
taking the music out, where he can be, as the chorus sings, “Stone free! To 
ride the breeze. Stone free! To do what I please.” The chorus shows that, at 
the very beginning of his songwriting process, Jimi was using the central 
metaphor from his parachuting days—the notion of flight as freedom, or 


“riding the breeze.” 
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Pr — nn 


— 


Stone Free 


By Jimi Hendrix 


Ev'-ry day in the week, Im ш a 
Wom-an have, Wom- an there, try to keep me in a 


dif — ‘rent ct - ty: Eo stay too 
plas — tic cage. But they don't real — 


long — you peo-ple try to pull__ me down. They talk a — 
Vee er so ea— sy to break. Oh, but 


bout me like a dog.  Youtalk a- boutthe clothes I wear. 
some -times I get Ha! I can feel my heart kind- a, run — nin” hot. 


But they dont. re = als ize, to They’re the ones— 
Thats when I try to MONOS AAA peo = ple MEE 
G C/G 
f who’re square. Hey, That’s why, — 
A get caught. Hey, Thats why, lis-ten to me ba- by 
G C/G G 
You can't. hold me down. LE don tae 
Now cant — hold me down. EZ dont weii 
C/G G 
-o 
s- = {= y 5 E = SE e + = = 
— na be down. I got to move on 
— na be tied___ down. I got to move on 
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б — е := = 


Stone free, to do whatI please... 
said 
E SE R E p mis 
Stone free, breeze. Stone free 


I can't: stay. __ I Sot ta, got-ta, got-ta, get a-way__ right now. 


Yeah! NE; right! Lis -ten to this ba— by. 
so ——_— 
Yeah! Turn me loose ba- by, 


Stone free, to ride _ the breeze. Stone free, to 
F Fi G Bb E 

=> —— =. == == 
do what I please. Stone free, I can't stay. __ 


Stone free, got — ta, got-ta, get a- way. Stone free I 
E e F F 2 GBb C 
don't be-lieve her right now. Stone free, Don't try to o-pen that. Stone free, I’m mov—in’on down the 
F Fã G Bb 
high- way. Yeah, Stone free, got- ta, got-ta, got-ta, got-ta. Repeat 
Outro and 
C Eb Fade 
== - ` UE = 
ESSE CF OE EEE 
Stone free, Oh yeah! Bye - Bye ba-by, Stone free. 


35 


CROSSTOWN 
TRAFFIC 


ire tracks all across your back, I can see you've had your fun...” The com- 


bination of these street-tough, almost-s&m-oriented lyrics and the soul- 


inflected falsettos that punctuate the chorus makes for a very down-to-earth 
Hendrix tune that is, yet, filled with metaphor. The traffic signals in this song 
go from green to red, not to blue, as in “The Wind Cries Mary,” a more 


whispy song. “Traffic” is down-to-Earth, basic rock ‘n’ roll with an edge. 


The song has a lot of the traditional form of Top Forty r&b music, the kind 
Jimi played as a sideman with the Isley Brothers and King Curtis. It has the 
constant hook of the chorus, with its “yeahs” and “du du du du” mixed 
with the refrain, “crosstown traffic,” and it has the swagger and misogyny 
of the r&b attitude (“so hard to get to you...all you do is slow me down, 
I've got better things on the other side of town”), but in its more total 
approach to songwriting, you can see the emerging Jimi, telling his story 
through metaphor—the whole song is metaphor—irony, and the outside 
drift of his guitar, though there is no real solo break in the song. Jimi just 


uses his ax in the service of rhythm, as a traditional r&b artist would. 


“Traffic” was recorded on a four-track in London on December 20, 1969, 
but not released as an English single (b/w “Gypsy Eyes”) until April, 1969. 
By this time, it had been overdubbed to 12 or 16 tracks, and that's how it 
got to Electric Ladyland. 


u mmm 


A 
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Crosstown Traffic 


Words and Music by Jimi Hendrix 


Moderate Rock C#7#9 


you know all the time, that a nine —ty mi- les an hour girl is the 


speed I drive. You tell me it’s al — right (a heh) you don't mind a lit- tle pain, __ 
G#7b5 , 
MAS A A] 
take you for a drive. You're just like 


so hard to get through to you. I don't need to 
Chorus: Cross — town traf — fic Do do do__ do do do. Cross - town traf — fic 
F#7#9 C#7#9 
у == ==. == ESSE Ss: 
run 0- ver you. All you do is slow me down . and I'm 
Do do do do do do. Cross — town traf — fic Do do do __ do do do. 
try—in’ to get on the oth-er side of town. Pm not the on- ly soul who's 


Do do do do do do do do do. do 
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F# C#7#9 


ac — cused of hit and run Ti-re tracks all a- cross your back I can 
Fã B7#9 E7b 9 


heh I can see you had your fun. Butah, dar-lin'can'tyou seemy signals turn from green tored, 
A7#9 G#7b 5 (G#7) 5) 
a "== == == 
as EE _ _ |» 
and with you I can see a traffic jam straight up a— head You're just like 
C#7#9 F#7#9 C#7#9 
so hard to get through to you. I don't need to 
Chorus: Cross — town traf- fic Do dodo. do do do Cross — town traf- fic 
F#7#9 CIO Tha кө — 
- EN 


run о- ver you all__ you do is slow me down _ and | 
Dedo do do do do do. cross - [рүп traf— fig, 7 A7 Do cedo do do do. 


do do do do do do yeah yeah 


C#7#9 F$ 749 Bsus4 


Look out 


Look out ba — by 


com- in’ through 
Cross-town traf- fic do do у= do do dodo dodo dodo dodo dododo do dodo dodo dodododo do 
do do do dodo 
| C#7#9 F#7#9 Bsus4 C#7#9 
yeah 
do do do do do do dodo do do do dodo dodo dodo dodo do do do do do dododo do do 
F#7#9 Bsus4 C#7#9 
6 9355355282223 
yeah Look out look out ba- by 
do do do do dodo dodo dodo dodo do dodo do. dodo dododododo do do 
C#7#9 F#7#9 


F#7#9 Bsus4 
a Ss 


do do do do 


do do do do do dodo dodo dodo dodo do do do dodododo dodo dodo do do do do do do 
dr C#7#9 4 EI 749 > 
do do do do do do do do do do do__do do do do do do do do do do do do do 
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OA AR o OMS UPA" ef et ig rg ы 


7/54 ENG GEC ne q 


MANIC 
DEPRESSION 


rom the first interchange of single-line bass notes /pause /single-line low- 
register run/drum shuffle, you know what's coming. “Music sweet music,” 
that's what. This is the simplest of song structures, yet the build is to the 
combination of arpeggio run and harmonic vocalizing that leads to string- 
wrenching bends that howl in the night. Yet, contrary to the title, the song 


is not depressing or even dark, but uplifting due to its sheer beauty. 


Yet, Jimi didn't think so! He told NME in May of 1967 that “’Manic 
Depression’ is so ugly, you can feel it.” Chas Chandler credits himself for 
the inspiration of the song. In mid-March, 1967 he told an interviewer from 
Beat Instrumental, “I told Jimi one day that he sounded like a manic 
depressive. It was at a press reception. So while he was answering the 


questions he came up with a song about manic depressives.” 


The song is structured on the bass drones that Jimi lays down, with the guitar 
coming right in and howling away, truly howling. Indeed, when recording 
this tune, Jimi played the bass himself, using it as punctuation of the recurring 
riff—not as it’s usually done by Noel, a rhythm-oriented backing 
counterpoint that wants be a lead line, but rather as the basis for the whole 
riff. The time signature of this tune is 9/8, an unusual, jazzy one for Jimi, 
propelled by the manic drums of Mitch Mitchell and laden with feedback 
combined with whammy-bar-shaking vibrato. The feedback is produced, 
most likely, by placing the guitar neck against the amp’s speaker cabinet. 


“Manic Depression” was not released as a single, though it was included 


on the Are You Experienced? Ip. 
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Manic Depression 


Words and Music by Jimi Hendrix 


> 
E 
E 
| 
aS 
Q 
=| 
© 
2 
SE 
= 
© 
A 
| 
Dech N 
O 
= 3 
| 
o 
a 
© 
| 
oa, 
< = 
Nas 
E = 
Zz. e 
Y 
a 
© 
Es 
~ 
la 
my 
E 
© 
fm 
«x= 
[= 
— 


(A7) 


I 


know what 


soul. 


(A7) 


how to heh! 


know__ 
(G) 


just dont. 


I 


but I, 


want _ 


(G) 


(A) 


my 


catch — in’ 


gers. 


2nd Verse 
(A) 


soul. 


vain. 


(G) 


n 


cause i 


sweet 


wear —y, the 


so 


Wom - an 


(straight 8ths) 


it’s, 


(E) (G) (D) 


when 


same 


the 


all 


(G) 


) 


E 


( 


— fess. 


ca 


ress, 


could ca — 


I 


wish 


ic 


Mus — 


Ca — ress, 


(A) 


mess. 


frus — trat — ing 


a 


pres — sion is 


Man - ic 
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p 


Oo, ow! ____ (Cough) 


a 
Guitar Solo 2] 


3rd V 
5 | O OS NA) (с) 


Wel think Pil go tum my self off. and uh, 
al гу A) HA у= 
EEE ESSE eco 
uh, huh! Go one down... Huh! All the way down. 
S y (G) ТОЛУП 
Real - ly ain't no use. — ш me hang - in’ a - 


Mu - sic, sweet 


round __ in, uh, huh! Your _ kind -a scene. 


VEL (D) (O), 3, (G) 


Se mu = ыша sweet SIC, sweet ma — sig; ah! 
= Mu -= sic, — mu — sic, sweet mu — Yeah 
"=== e Z = 
f Do, 00, — - og, | 
| Guitar Solo e Free Vocals ` len — 
hmm, hmm, hmm. De ~ press... 
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eprise thought this song unremarkable enough to omit from its American 
release version of Are You Experienced? though it did make it to the English 
one. It was not a single and certainly does not qualify as a “smash hit” by 
any means. It is a lilting, wistful, loping tune that's not very characteristic 
of any-period Hendrix, though it was among his earliest repertoire, dating 
back to that Finsbury Park gig of March 31, 1967, where Jimi torched his 


first guitar on the “Fire” finale. 


The song is about lost love (“Oh, remember, the mockingbird, he used to 
sing for his supper, babe...but since my baby left me, he ain't sang a tune all 
day.”), like so many pop ditties of the day. The thing that differentiates it is 
the voice of the poet, talking about birds and bees and meaning lost love 
that shines through the lyrics and the loping rhythm guitar that refuses to 
play the same lick twice, even in the same song. In the fade, you can hear 
Jimi's plaintive, cosmic mumble: “...can you hear me calling you? Come on, 


baby...hurry home, hurry home.” 


The song’s greatest distinction is that it shows Jimi as a consummate 
performer, keeping the tune as his guitar spewed chords in counterpoint, 
even though he really didn’t think he had it as a singer. History was to 


prove him wrong. 
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Remember 


Words and Music by Jimi Hendrix 


Gtr. Intro 


Oh, re — mem ber the mock-ing bird my 
mem- ber the blue birds and the 


E7 


aaa Ser a= 
Eh == 


ba- by bun. He used to sing for his sup - per ba- by. Yes, — he medito 
hom ey bees. They used to sing for the sun- shine. ___ Yes, they used to 


sing for his din-ner, babe. He used to sing so sweet. _ 
sing for the hon-ey ba- by. They used to sing so sweet... Buta 


Since my ba- by left me, he ain't sang in two long days. 
Since my ba- by left me, they ain't sang in two long days. 


come on back to me Make ev — *ry-bod- y hap-py as can be — Yeah. 
Gtr. Solo A 
10 
p = ==== === ===> 
So ba — by, if you'll please соте 
E7 
GE. Tass = EE =-—[===== = 
home a — gain, you know Il kiss you for my sup- per You know РЇЇ 
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= = 


Kiss you for my din—ner babe, w. But a if you don’t come back you know PI 
have to starve to death, "cause I ain't had one kiss all 


Please re — mem-ber, 
F7 Eb 
= == 
you got to re — mem- ber, you got to re — 
Bb F7 
| Et 
mem- ber — our love. Come on back, come on back in my arms. 
Bb 
pS) 
Pl make ev—’ry thing that bet — ter. 
Ea Outro 
Come on baby, hurry up now. Can you hear me 
calling you back. Come on baby, stop jiving around 
Hurry home, hurry home. 


47 


RED HOUSE 


ed House” was Jimi's signature. It was where he came from and where he 
was going. Of course, it is a classic blues song written by a rocker. He 
played it at just about every gig toward the end, and he played it 
differently each time. ““Red House’ was definitely part of the show during 
our last tours,” bassist Billy Cox told Guitar Player in May, 1989. “We did it 
at the Isle of Wight, at the Atlanta Pop Festival, at all the Midwest tours, 
and I think we did it at the Forum in L.A. We'd play it for a long time, 
sometimes 10 or 15 minutes. We kind of felt it. In fact, we did most of the 
songs like that. When I got with Jimi towards the last period of his life, we 


played more by feel than structure, and we knew where we were going.” 


It has been said that Jimi wrote it as a tribute to Albert King, another left- 
handed guitarist whom Jimi looked up to. According to a story in the St. 
Louis Post-Dispatch (April 17, 1986), “Jimi was just out of the army and sat 
on the steps outside a St. Louis club to listen to Albert King. King liked him 
and invited him inside and let him play with the band, even though he was 
not yet a very accomplished musician. King defended Jimi when he sat in 
with another East St. Louis band and was laughed at by leader Ike Turner 
for his lack of skill.” Indeed, there are some drastic bends of the A-string in 
“Red House” that come straight out of Albert, and the double-stop bends 
are killer blues. But Jimi takes the blues out with devices such as 
generating the dominant pitch over the subdominant harmony, while 
modulating the pitch of the feedback with his right hand. Application of 
the wah-wah pedal on this nascent blues is another futuristic technique 
that makes the song a “future classic.” Jimi uses the wah-wah about eight 
different ways, getting tremolo, rhythm, and modulated melody out of it in 


all kinds of previously unexplored techniques. 


There is no bass on the recorded version. Noel told Guitar Player in their 
May, 1989 issue: “Jimi said to us, ° This is a blues in B.’ I borrowed a 
terrible, awful hollow-body electric guitar from someone at the 
studio...because I like to play along on rhythm....We ended up just 
recording it. First take, I think. My guitar’s bass was turned full up to make 


a good contrast to Jimi’s.” 


Could Hendrix play the hard blues, John Lee Hooker was asked recently 
“Oooh, yeah,” the wizened bluesman replied. “He could play anything he 
wanted. He could play deep blues, what do you think ‘Red House’ is? 


That’s really hard. That ‘Red House’ will make you grab your mother and 


choke her!” 
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By Jimi Hendrix 


There's a red house o- ver yon- der. 


Gtr. Fill 


That's where my ba- by stays. 


Lord, there's a red house o- ver yonder. Lord, that's where my ba-by stays. 


Wait a  min-ute some-thing’s wrong here. 


Gtr. Fill 
D7 AT 
(SSS Se ES ss 
3 E 5 
This key won’t un-lock this door. Wait a min-ute some-thing’s wrong. 
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Lord, have mer-cy this key won't un-lock this door. Some-thing’s go-ing wrong here. 


I havea bad, bad feel - in’ That my ba- by don’t live here no 
Gtr. A 4 
Gtr. Solo 
more. That's all right, I still have my guitar. Look out now. 


б 
Well, I might as well, uh, go back o- ver yon- der, way back up on the hill. 


Gtr. Fill 


6 
Way back yon-der cross the hill. "Cause if my ba-by don't love me no more, 
Outro 
Bb7 A7 
= == ES 
know her sis—ter will. 
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his song was inspired, said Jimi later (Music Maker, June, 1967), by a lady he 
lived with for nearly two years—Cathy Etchingham. “I wrote ‘Foxey’ so long 
ago,” he said. “What we are doing today is as different from that as night 
from day. Our music is getting uglier. I get my inspiration for songs from 
everyday things, and girls. Girls can misunderstand you so much—they 
really can. But it's nice to have them around. One song I wrote is about a girl 
I used to know. I think she's an acidhead now—and much nicer.” He told 
NME some two years later, that the musical inspiration came from Muddy 
Waters” Electric Mud lp: “1 swear to God, when I was listening to that album 1 


heard “Foxey Lady’ and ‘Purple Haze’ in there somewhere.” 


But “Foxey” has its metal fanatics, too, who swear it is the progenitor of 
their leather-clad genre. Says K.K. Downing of Judas Priest (Record Review, 
1980): “I don’t think that Hendrix can be put in any school; but I think that 
“Foxey Lady” is the greatest heavy metal song ever. Go home and play it 


and turn it up. You'll see what I mean.” 


“Foxey Lady” was not released as a single, so it is not a smash hit, by any 
definition, except that it is truly a classic early-Hendrix song that continues to 
garner airplay today. It first appeared on record in England as part of the 
bombastic debut Are You Experienced? lp. The sonic effects on the guitar are 
astounding, and were an aural blitzkrieg when it first came out as the album’s 
opening cut. The opening trill, followed by the haunting knell of phased 


pr 


guitar, signalled that this monster player was truly “comin’ to gitcha 
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Foxey Lady 


Words and Music by Jimi Hendrix 


Guitar Intro 


2 F#m7 B F#m7 
(Whisper) Foxe - y! Foxe — | 


Ist Verse 


Uh, you know. you a _ cute lit-tle heart break er, 


М.С. F#m7 B F#m7 


Yeah! And you know_ you a_ sweet lit-tle love. mak-er, huh! Foxe- у! 
ru 
МС. FÊ E (B) Fk 


uh, huh! Yeah!_ I won't do you no harm,— 


Foxe —y La -dy! 
B 


You got-ta be all mine, `: 


F#m7 F#7(#9) N.C. F#m7 


p= A 


I see you,_ heh! I'm down on the__ scene. . Oh, — Foxe- y. __ 
F#m7 B F#m7 NiC 
You make me __ wan-na get up and, uh, scream! (Whisper)Foxe-y! Ah, — ba- bylisten now, 
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ks rege = 25 = zer 


E ET all п. I come! _ 
Guitar Solo Foxe~ y__ me 


F#m7 F#m7 F#m7 


$ === === 


Foxe-y La- dy! Foxe—y La — dy! 


Chorus 
NEC. F# m7 NiC: F# w/ Fill 2 5 


= =т= с=с pass === 


Foxe- y, Foxe- y! Foxe- y! Yeah! Pm gon-na take you home, - 


— uh, huh! I won't do you no harm, no, You got-ta be all 
E Ee time In time 
mine, all. mine,_ Foxe- y Ser Here I come, ba-by, I’m com-in’ to get you! 


Fim7 + up F#m7 N.C. 


Ow! Foxe-y  La-dy, yeah, yeah, __ Oo! You look so good! Foxe- y! 


(Whisper) Foxe-y! Foxe- y! 


= 


(Inhale) Oh,__ yeah! Oo! Foxe- y! (Inhale) Yeah! Foxe- y! 
Foxe- y! Get it babe! 


_v! 
F#m7 B Fim7  Foxe-y! B 


B 


You make me feel like, uh, feel like say-in; ! 
Foxe- у! Foxe-y! Ah, Foxe- y! 


mE A A 
Wes a = pe = | 


Foxe- y! La-.dy! Foxe — y! La- dy! 


55 


his song has an odd lyric structure, starting with the phrase “For fifty years 
they've been married...” then “Forty years...” then “Thirty...,” etc. Its major 
point of distinction is that it was the B-side of March, 1967's “Purple Haze” 


single in England and of “Hey, Joe” when it was released as a single in the 


U.S. Like “Highway Chile,” it appears on the English version of Smash Hits, 


but not the original American one. Itis included on the newly rereleased 
and remastered version that this book acc ompanies, so American collectors 


will not have to seek out b-sides of singles or English album releases. 


Graced with a tight rhythm section, the story-telling song is not typical of 
the band's output at the time of its release. It is included in this collection 
as a historical oddity. And Jimi liked it, as this anecdote illustrates: On May 
18, 1967, The Jimi Hendrix Experience received their first fifty-thousand- 
pound installment from Warner /Reprise Records for the rights to their first 
album, which had been released in Europe earlier that week. In Frankfurt, 
Germany, on that day, Jimi, Mitch, and Noel were interviewed by Hans 
Carl Schmidt for German radio. The deejay asked the group, “Wish 
yourself a record; which shall we play?” Riding the crest of their third 
smash single and first album release, Jimi replied with a seemingly obscure 


request: “How ‘bout ‘51st Anniversary?’ ’ 


The song is very ironic and backhanded in tone for Jimi, perhaps because it 
refers obscurely to Jimi’s own personal problems as the product of a 
“broken home.” Jimi’s parents had separated when he was a baby, and Jimi 
got passed around to relatives, then was raised by his father. When he was 
15, his mother died. “For twenty years they’ve been married, they don’t 
get along that good—they’re tired of each other, you know how that 
goes...” the song rambles in its parable of an imaginary couple. “So now 
you're seventeen, runnin’ around havin’ your fun.” And then the refrain 
goes, “So you, you say you want to be married... tryin’ to put me ona 
chain, ain’t that some shame.. you must be losin’ your...sweet little mind!” 
Then Jimi gets back to his “groove,” not wanting to be bothered by 


thoughts of marriage. Strange song, indeed. 
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51st Anniversary 


By Jimi Hendrix 


Intro % B А 

з кш = 
А fif — ty years they've _ been mar — 
Ten years they’ve _ been mar — 

E B A E 
=== or == SS 
NY 
= “fed: And they can't wait. for their  fif=ty first to a — round _ 
— ried. A thou-sandkids _ run-ing round hun- gry "cause their ma -ma's a 
B 


Yeah! Roll a - round... 
louse. Dad-dy’s down... at the  whis-key house. 


A thir— ty years they’ve_ been mar — ried. And 
an— y— how. For three years they’ve_ been mar — ried. They 
G 
now they're old __ .and hap — py and they set- tle down 
don't get a-long so good. they're tired of each oth-er. You know how that goes. 
E B A E 
De ` 
Set - tle down. Yeah! 
sve got an- Ge er lov-er, huh! Same old thing. So 
B A 
Twen- ty years they ve been mar — And they did ev-ery thing 
pow you're sev — en — teen. G pe an = nine round hang — ing out and, uh, 
¥ 
$ == 
—— EA = E 
that could be done. E You know they're hav — ing 
hav—ing your fun. Life for you has just be — gun, 


É : B D G F B 
fun. And then you come along 


ba- by. And then you come sayin’... 
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SSS SS 


and talk about.... you you say you wan- na ma 


To Coda O é 
E =e - | 


B 
Pm gon-na change your mind. 
B E B A E D.S. al Coda 
== — a — 
_—— =  ——_ 


$ Coda 


= ~~ == - 


Oh, baby, Trying to put me on a chain. 
Ain't that some shame. You must be losing your, sshh — hmm, Sweet little mind. 
I ain't ready yet ba- by. I ain't ready. 
E B 
КОС чейин» e 
==— . 
Pm gon- na change _ your mind. 
Whew, lode out. w! o ain't 
B A 
gira = EEE 4 didi EEE 
read —y to get tied down. I ain't read-y, ain't 
E B A E 
se. FI 
read- y now. Let me live a lit-tle while long-er. Let me 
B D 
live, let me live a lit- tle while long — er. 
G B D G Outro 


ss 


So if you're finished talking, let me get back to my groove. 
59 


HIGHWAY 
CHILE 


ecorded in February, 1967, the song was released as the flip side of “The 
Wind Cries Mary,” May 12, 1967. Collectors of English sides will have this 
one, being on the UK Smash Hits as well as the post-1975 English pressings 
of War Heroes. The song is virtually unreleased in the US. Sadly, it was 
never performed in concert. London's New Musical Express described it 
when it came out on the single as “a finger-clicker in the Chuck Berry style 


with insistent fuzz guitar. Insidious!” 


From the opening twisted and bent chords of the intro and the ballsy 
refrain, you know this one is from the initial spark of the band in its first 
full blush of glory. The opening lyric alludes both to the Chuck Berry tune 
that inspired Jimi most, “Johnny B. Goode,” and to his early days slogging 
the road on the Chitlin’ Circuit, backing r&b bands: “His guitar slung 
across his back, his dusty boots is his Cadillac. Flamin” hair just a-blowin” 
in the wind, ain't seen a bed so long it's a sin. He left home when he was 
seventeen, the rest of the world he'd gone to see. And everybody knows, 
boss, a rolling stone gathers no moss...he's a [double-bend guitar refrain] 
Highway Chile.” But it's also Jimi’s image of himself as a “rolling stone,” a 
very Greenwich Village image of the vagabond hero. It's not coincidental 
that this image and “blowin' in the wind” come trom Jimi’s own vagabond 
hero, Bob Dylan. The song is a great one, being essentially Jimi’s own 
anthem to the same experiences that inspired Jack Kerouac's Dharma Bums, 
Dylan, and Ramblin’ Jack Elliot. It showed Jimi to be much more than just a 
pop star. He was a folk hero and a deep thinker with a tremendous sense of 


his own tradition as a troubadour. 
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Highway Chile 


By Jimi Hendrix 


Intro 
No Chord No Chord 
Mi == 
Guitar 


His eu or swung a — crosshis back ` his dust - y boots and its 
Now some peo— ple. sayhe had a girl back home. who messed a- round and 
his ca — dil — lac a flam-ing head just a blow-ing in the wind 
did him pret-ty wrong they tell me it kind of hurt him bad 


X 


Ain't seen a bed in so long__ its a sin he left home. when he. 
kind of made him teel pret-ty sad I could -n't say what went. 
His old gui-tar swung a 


SSS eS 


was sev — en-teen the rest of. the wordhe longed to see 
through his mind an—y—way_ he left the world be—hind __ 
cross his back his dust — y boots its his са = dil-lac 
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and ev = ry-bo- dy knows boss a rolling stone gath- 
well А ry-bo- dy knows the same old sto. ry an-oth-er war you can't lose 
Flam -in” head just a blow-ing in the wind ain't seen a bed in so long 


Straight Rock 


q т 


: moss now you prob- ably call him a tramp 
in, É SC — ту 
it's a sin 


(Gtr.) No Chord 


SSS Ss 


but it goes a lit-tle deeper than that_ his a High — way 
No Chord a Coda () No Chord 
ey (Gtr.) 
Chile Yoan Man! 
watch out broth — er 
No Chord D.S. É al Coda 4 
Em \ 
Gtr. Gtr. Solo 
(Gtr.) 16 
= —_ 
Coda No Chord 
(Gtr.) No Chord = == (CHN 
ee SEE =. 
Don't let no one stop you! High — way 
No Chord No Chord 
(Gtr.) Em (Gtr.) Em 
Chile yeah yeah yeah High —way 
No Chord Repeat and fade 
(Gtr.) re (Gtr.) 
+ f- == FE 
Chile Roll-in’ stone go- in’ down the high-way. 
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© Chuck Baya 


“Jimi Hendrix was a showman, as well as a major musical force. This quality in Jimi brought out the best in any photographer. I shot Jimi in a variety 
of situations, sometimes under almost-impossible circumstances. Nothing was ever cut and dry when shooting Jimi, whether it was the crowd jumping 
into the fountains at the Hollywood Bowl, with Jimi pleading for his life, or my not being able to walk for two days after being crushed into the stage by 

over-zealous fans at Santa Clara. These things just heightened the excitement and intensity of the events for me.” 


—Chuck Boyd 
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